Berthold Lubetkin holds a unique status in British, and to a degree also Soviet, architecture -although he is far better known in the United Kingdom than he is in the former Soviet Union, unsurprisingly given that it was in the UK that the overwhelming majority of his buildings were actually built. Born in Tbilisi in 1901 to middle class Jewish parents, educated in Moscow, Petrograd, Berlin and Warsaw, Lubetkin died in Bristol in 1990. Beginning in the early 1930s, he designed a series of apartment blocks, zoo buildings, and a health centre in London and elsewhere that were among the first serious modernist buildings in Britain, a country that had -certainly compared with the Soviet Union -been exceptionally parochial and slow to develop any sort of response to the modern architecture that had developed across Europe in the 1930s.
context that has, albeit in a far less drastic way to the former USSR, undergone its own shift from a kind of socialism into an unrestrained and harsh capitalism. Accordingly, the fate of his buildings -particularly, his housing schemes -continues to speak of the possibilities of a socialist architecture informed by the ideas of the Soviet avant-garde, and of its ambiguous fate in the present.
of the Soviet avant-garde -SVOMAS in Petrograd, and VKhUTEMAS in Moscow (his bourgeois parents, meanwhile, emigrated to Warsaw soon after the revolution). In this Dark House, the memoir of Louise Kehoe, his youngest daughter, stresses Lubetkin's lifelong commitment to the Soviet project, which collapsed a year after his death, a commitment which is clear from his own writings, although with a certain degree of irony that Kehoe does not credit -she portrays him as a ferocious Stalinist, inflicting
show trials and self-criticism tribunals on his own children. However, he left the Soviet 
Against Fragmentation: Lubetkin in London
In this paper I will only discuss Lubetkin's major housing projects and one Health Centre, it was an exemplary built example of a 'social condenser', with its multiple functions and its generous communal areas. Lubetkin, always aware of the propaganda quality of architecture, intended the building to serve as a 'megaphone for health', and on the building's opening, being asked whether the avant-garde design was not inappropriate for its purpose, stated the oft-quoted words 'nothing is too good for ordinary people' [3] .
Socially, as much as architecturally, Finsbury Health Centre was influential. It was wholly free at the point of use to residents of the borough, which was unusual at the time, but prefigured the wholly publicly owned National Health Service (NHS) that would be built in 1948, arguably the most extensive and complete socialist health care system in the world ('East' or 'West') until it began to be privatised in the 2000s. The by impressive ramps, louvres and signs, to give the required sense of importance, to signal that this is something other than box-ticking en masse. That is, they were wholly un-standardised, an architecture that came from a specific response to a particular site, and that intended to be enjoyed as an aesthetic rather than merely functional object.
Bevan's speech at the estate's opening declared that 'we will be judged by the quality of these homes' ( [4] , 81), not their quantity. This, like the buildings themselves, was a retort to those demanding greater speed, greater prefabrication, and if necessary smaller homes and fewer bathrooms to make greater numbers possible. These costcutting moves overtook the second of Tecton's Finsbury estates, the far denser and larger Priory Green, which continued the attractive communal areas and the decorated facades but with cheaper materials and slightly meaner spaces (although that's compared to a very high standard).
In all of this, the most notorious story is that of Bevin Court, the third and final of 'no architect is likely to forget', no matter how clad in 'fragments from a monumental mason's catalogue' [7] . In particular, Lubetkin found these buildings a reproach to the fragmentation of Brutalism and the anti-monumentality of much post-war British 'mixed development'. This was town planning on the grand scale, and here, Soviet architects showed that they had understood the premises of dialectical materialism.
Lubetkin predicted for them a bright future. These buildings loom and lower, like the Stalinist ensembles from which they take partial inspiration. They can be alternately conceived as an experience of intriguing completeness and rationality, or one of intimidation and obsessive rationalism.
Out of Time: Lubetkin's Socialist Architecture under Neoliberalism
To conclude, we will examine the different ways these structures have been restored, The latter is a small, rather crass reminder that this is one of the areas that has been important for the development of black British culture. There are several grime videos shot on the Cranbrook Estate, both because of the amount of grime artists from Globe Town and nearby Bow, and because of their undoubted photogenic appeal. One could perhaps hail the creativity of this music as a possible outcome of Lubetkin's last desperate attempts to stop council housing from being 'normal' or 'banal', but equally, it is a sign of failure -these are images of what grime MCs describe as 'the ghetto', built on top of, and intended to be the end of, the slums.
What worries Meek most in his article is that to restore the Cranbrook Estate to its original ideas -as has happened in Highpoint, Spa Green, Bevin Court -would be prohibitively expensive, and that as a result, its owners would prefer to 'increase the number of homes on the site by building over its green spaces or knocking it down and starting from scratch'. Facing a massive housing shortage, London, like Moscow, is
building on the open spaces of its municipal estates -an easy approach to shortages,
given that these spaces are in public ownership. In this, Lubetkin's holistic, classical approach to the city would obviously be a casualty; and notably, the Dorset and Cranbrook estates stand as his most wholesale, large-scale attempts at planning, rather than an elegant fragment such as the two Highpoints. But most of all, the fate of these places makes it clear that, rather than there being an opposition today between the backward east, unaware of its modernist heritage and preferring to destroy it in favour of a half-understood image of capitalist globalism, and a progressive west that restores and cares for its buildings and urban spaces, London and Moscow increasingly follow similar approaches, with well-designed public space being a matter for the touristic centre -whether Tate Modern or Gorky Park -and the notion that 'nothing is too good for ordinary people' being considered quaint and outdated. Lubetkin was aware of this.
Near the end of his life, he argued that 'the philosophical aim and orderly character of these designs are diametrically opposed to the intellectual climate in which we live'; no wonder they are so often either reduced to kitsch or left to rot. 'My personal interpretation is that these buildings cry out for a world that has never come into being'
( [1] , 366).
